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Abstract
Dave Holland is one of the most influential jazz musicians alive today both as a performer 
and composer. The purpose of this thesis is to investigate the counterpoint sections of 
compositions by Dave Holland performed by the Dave Holland Quintet on the recording 
Prime Directive.
Data derived from transcriptions of these counterpoint sections was the basis of statistical 
analysis looking at density and timbre, phrase counterpoint, interval structure, tessitura, and 
rhythmic elements.
It was shown that Holland’s polyphony has many consistencies in its construction resulting in 
it being a uniquely identifiable feature of Holland’s compositional style. By its very 
definition counterpoint suits Holland’s aesthetic ideals of space and rhythmic interest and 
this, combined with his expert craftsmanship elevates it to being clearly one of his more 
important compositional devices.
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1. Introduction
Of the nine pieces recorded on Prime Directive, five were composed by Dave Holland— 
with the remainder written by the other ensemble performers. Within four of these pieces 
contrapuntal melodic writing appears prominently: “Prime Directive”, “Looking Up”, “Make 
Believe”, and “Jugglers Parade”. This makes the album a condensed volume for research into 
Holland’s use of melodic counterpoint as a compositional device. Indeed, melodic counterpoint 
has often been a prominent feature of Holland’s compositional style since his first output of 
recorded music as a bandleader.
By the time Prime Directive was recorded in 1998, Dave Holland’s counterpoint had 
achieved its own identifiable voice; Holland had developed a style that is governed by various 
factors including: the consistency of density and timbre; the use of phrase counterpoint; 
traditional interval structure; the voices being constrained to a consistently limited tessitura; the 
lack of improvised embellishments by the wind voices; the frequent use of diatonic scales yet 
essentially non functional harmonic progressions with a general avoidance of chromaticism; the 
featuring of rhythmic elements including polyrhythm, odd meter, unusual subdivision groupings 
and destabilising anticipations, particularly in the double bass voice.
The focus of this paper is on Holland’s use of melodic counterpoint as it is an important 
element of his compositional style. There is no assertion that counterpoint is the sole device of 
interest, or even the most important feature of Holland’s compositions. As quoted in the 
background information to Prime Directive on the ECM website, Holland himself makes it clear 
that rhythm is amongst the most important factors for him, “Rhythm is essential to me: it's one of 
the fundamental ways with which I communicate as a musician. I've found that regardless of
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how complicated the harmony of a particular composition gets, if its rhythm can be effectively 
communicated, then even the most complex elements of the piece can be understood” 
("Background Information" para. 1).
2. Biographical Information
Dave Holland was bom in Wolverhampton, England in 1946 and, according to the 
biography posted on his own web site, began playing professional engagements on the bass 
guitar at the early age of fifteen. By seventeen he was playing double bass and after a move to 
London in 1964 he was admitted to the Guildhall School of Music & Drama on a full 
scholarship. During his three year course Holland not only achieved the principle bass position 
in the school orchestra but had also begun professional engagements in the London jazz scene. 
His early jazz work was with bands that were playing in the early New Orleans' style of King 
Oliver and Louis Armstrong ("Dave Holland Biography" 1).
In an article for Strings, Dan Ouellette notes that Holland was exposed to contrapuntal 
classical music immediately at Guildhall and he was particularly interested in the 20th Century 
composers, with Holland himself adding that his history class started with 20th Century music 
and moved backwards, so he was drawn quickly into Bartók and Stravinsky (56).
At age twenty he was already playing with London based musicians such as Kenny 
Wheeler, John Taylor and John Surman who would, like Holland, go on to be leaders in small 
and large jazz ensemble composition who had more than a passing interest in non standard jazz. 
Interestingly, Holland is cited in the biography as having as his primary influences at this time on 
the double bass, the virtuosi Charles Mingus, Scott LaFaro, Ron Carter and Gary Peacock, all of 
whom were notable performers of the Afro-American approach to jazz. Bartók is again
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mentioned as a composer who was important in Holland’s studies ("Dave Holland Biography"
1).
Miles Davis famously attended a performance at Ronnie Scott’s jazz club in London at 
which Holland was performing in July 1968 and he subsequently requested the bassist join him 
in the United States to tour and record as a member of his band. This relationship lasted two 
years before Holland left the group and, with other members of that Miles Davis band, formed 
the short lived ensemble Circle. It was a year later in 1972 that Holland recorded his first album 
as a leader; Conference of the Birds. This began Holland’s counterpoint explorations both 
improvised and composed. The Conference of the Birds band did not include a dedicated chordal 
instrument, instead opting for two reed-flute players and percussion-marimba.
It was in 1981 that Holland formed the first incarnation of his quintet. He once again 
elected not to include an harmonic instrument in favour of alto saxophones-flute, trumpet-comet- 
flugelhom-pocket trumpet, trombone and drums and, although the personnel changed slightly, 
this instrumentation remained consistent until 1987. The quintet recorded the albums Jumpin’ In, 
Seeds of Time and The Razor’s Edge during this period.
Extensions is the 1989 recording of the new quartet, important because of the rare 
inclusion of a harmonic instrument-guitar-in a Holland led group. Also in this line up were alto 
saxophone and drums.
Other work meant there was a hiatus in Holland’s ensembles until the early 1990’s when, 
after having recorded the solo double bass album Ones All in 1993, he formed a new quartet in 
1994 that would end Holland’s use of guitar and begin his ongoing musical relationship with the 
vibraphone. This quartet recorded Dream of the Elders in 1995.
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The instrumentation of the Prime Directive band is tenor, alto and soprano saxophones, 
trombone, vibraphone, marimba, drums and double bass. With the exception of the tenor 
saxophone, this instrumentation was first used by Holland in 1997 on the album Points of View. 
The following recording to use the same line up was Prime Directive in 1998, at which time 
Chris Potter replaced Steve Wilson as the regular saxophonist for the band bringing with him the 
additional timbrai option of the tenor saxophone. Subsequent recordings of this band were Not 
for Nothin’ in 2000 and Extended Play -  Live at Birdland in 2001. Finally, after a recording 
break of several years, and with the replacement of drummer Billy Kilson with Nate Smith, the 
quintet recorded Critical Mass in 2006. A complete reshuffle by Holland in the same year 
resulted in the formation of the Dave Holland Sextet, featuring the more traditional jazz 
instrumentation of trumpet, saxophones, trombone, piano, double bass, and drums. This band 
recorded the album Pass it On in 2008.
The Dave Holland Big Band was formed in 2001 with the existing quintet at the core of 
the band. In that year this ensemble recorded What Goes Around and in 2005 it recorded 
Overtime.
2008 saw an end to the quintet for the time being with the release of Pass it On, featuring 
a more traditional post-bop sextet instrumentation of trumpet, trombone, saxophones, piano, 
double bass and drums.
3. Methodology
Analysis of the sections of Holland’s pieces from Prime Directive that contain 
counterpoint is multi faceted. This paper investigates in particular: density and timbre, phrase 
counterpoint, interval structure, tessitura, and rhythmic elements.
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Transcription of the sections of the pieces, referred to as the excerpts, is the primary 
source of data for analysis as the pieces are unpublished in score form. The largest body of 
secondary data comes from the intervallic relationships between the relevant melodic voices of 
the tenor, alto or soprano saxophone, trombone, and double bass. Statistics are extrapolated for 
use in the discussions of density and timbre, interval structure and tessitura. Each voice on a bar 
to bar basis is investigated where relevant for the discussions of phrase counterpoint and 
rhythmic elements.
Terminology specific to this paper is listed below followed by notes on the transcription 
process and interval relationship data.
Terminology
Chorus. Any single presentation of the complete underlying structure of the theme including 
harmony as well as harmonic rhythm with or without the presence of the theme itself.
Chorus section. The logical divisions of the chorus. They are distinguishable from one another 
either by significant variation or repetition. For example in standard jazz, commonly eight bars in 
length.
Comping. Most likely deriving from ‘accompany’, comping refers to the accompaniment of 
improvising soloists by the chordal instruments, most commonly but not limited to the piano or 
guitar. Comping typically involves the improvised articulation of chord voicings in a rhythmic 
manner that complements the accents or occupies the rests in the improvised melodic line.
Counterpoint. Defined by The Oxford Dictionary of Music as being the term deriving “from the 
expression punctus contra punctum, i.e. ‘point against point’ or ‘note against note’ ... The more
Harris 6
common use of the word is that of the combination of simultaneous parts or vv. [voices], each of 
significance in itself and the whole resulting in a coherent texture” (’’Counterpoint"). Arnold 
Whitall for The Oxford Companion to Music adds that “a balance between independence and 
interdependence” in the voices is essential for music to be truly labeled counterpoint (Whitall 
"Counterpoint").
Dissonance. The intervals of minor second, major second, tritone, flat seventh and major 
seventh. Considered dissonances when within one octave and when compounded over any 
number of octaves.
Downbeat pulse. The first pulse perceived in any bar.
Event section. The larger distinguishable events that occur within the piece including for 
example an introduction, each presentation of the theme, each performer’s solo, and the coda.
Functional harmony. Also known as common practice harmony “is a theory of tonal harmony 
established by Hugo Riemann ... that each chordal identity within a tonality can be reduced to 
one of three harmonic functions—those of tonic, dominant, and subdominant” (Whitall 
"Functional Harmony").
Imitation. Defines the use of various techniques of either composition or performance in order to 
have one instrument sound like another.
M-Base (Macro-Basic Array of Structured Extemporizations). According to Steve Coleman, an 
approach to “expressing ... experiences through music that uses improvisation and structure as 
two of its main ingredients” (Coleman). He explains that the principle aim is to build common 
creative musical languages in order to be able to collectively employ this approach. The concept
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was primarily developed by saxophonist Steve Coleman who, with many other prominent jazz 
and improvising musicians (including Dave Holland), constitutes the M-Base collective. The M- 
Base collective was formed around 1984. Steve Coleman writes:
The concepts of M-Base are based primarily on music from Afrika and creative music of 
the Afrikan Diaspora (where in the last 76 years there has been a steady progression to 
use non-Westem concepts as a basis for the music). This music is unique primarily in the 
areas of spiritual, rhythmic and melodic development. It is the spiritual component that is 
most often misunderstood (and this affects the way the other elements are viewed). In this 
M-Base is no different than many other creative perspectives that have come before. 
(Coleman)
Modified ostinato. Used to describe the common jazz practice, often but not exclusively by the 
bassist, of modifying an ostinato pattern by modulating it to the harmonic context of the place in 
the chorus in which it is employed. While usually adhering to the rhythmic structure of the 
principle pattern this treatment does not necessarily replicate its scale degrees, leaving the 
performer able to retain the general pitch contour while highlighting scale degrees of particular 
importance to the implied chord at the time.
Motion: contrary—the movement of two voices in the opposing directions; absolute parallel 
motion— the movement of two voices in the same direction adhering to the exact interval size.
Motive. In accordance with the Oxford Companion to Music's  definition of motif, “A melodic, 
rhythmic musical unit which, as Schoenberg declared ... brings ‘unity, relationship, coherence, 
logic, comprehensibility and fluency’ to a composition, by means of its repetition and varied 
recurrence. A motif is the main building-block for themes and melodic lines” (Whitall "Motif').
Nota cambiata. A melodic figure that “typically consists of four notes: the first is followed by a 
step down to the second; the third note is a third below the second, and the last note is a step
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above the third. The second note is usually the one making a dissonance with the other part, but 
the third or fourth may make a dissonance . . .” (Owen 44).
Odd meter. Used when referring to any nontraditional jazz time signature (i.e. other than 6/8, 
12/8, 3 /4 ,4 /4 , 2/2)
Open and closed form. Jazz, since the 1960s, has been categorised according to the presence of 
its formal internal structure—closed form— or lack thereof—open form or free jazz.
Open form or free jazz is defined by Grove Music Online as “the avant-garde jazz of the 1960s 
[and after], particularly the work of Ornette Coleman, Cecil Taylor and Albert Ayler, and the late 
work of John Coltrane,” where, “the absence of tonality and predetermined chord sequences, the 
abandonment of the jazz chorus structure for loose designs with predefined clues and signposts, 
an avoidance of ‘cool’ instrumental timbres in favour o f more voice-like sounds, and often the 
suspension of jazz pulse for a free rubato” are notable characteristics (Bradford Robinson).
Generally closed form jazz, aside from including those absent characteristics of open form jazz, 
has several levels of structure within its form. They are, hierarchically from the top level: piece, 
event section, chorus, chorus section, phrase, and motive.
Ostinato. A pertinent definition comes from The Oxford Companion to Music:
A fairly short melodic, rhythmic, or chordal phrase repeated continuously throughout a 
piece or section. ... It is present in Western art music from medieval times to the present 
day, and in traditional and popular musics. It is especially striking in rock music and jazz 
as a progressive or structural device. In jazz it is used as an accompanimental figure, 
generally of one, two, or four bars, repeated without interruption beneath freely 
composed or improvised parts. (Wilson)
Perfect. Unison, octave and the intervals of fourth and fifth derived from the major scale. 
Considered perfect when within one octave and when compounded over any number of octaves.
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Period form. As described by Goetschius:
A double phrase where the second phrase (consequent) is not merely an addition to the 
first (antecedent), but is its complement and fulfillment. The two phrases represent the 
musical analogy of what, in rhetoric, would be called thesis and antithesis, or, simply, 
question and answer. In a well-constructed period the antecedent phrase is, therefore, 
always more or less interrogative, and the consequent phrase responsive, in character. 
(69)
Phrase. The principal thematic content of, when combined constitute the melody of, each chorus 
section. They are generally no longer than a few bars and are often separated by the logical and 
practical place to draw breath when sung.
Phrase counterpoint. Used to define rhythmic counterpoint between the phrase structures of two 
or more voices. For example, in a twelve bar chorus section where there are four phrases in one 
voice of three bars in length each, while there are three phrases of four bars each in another. This 
creates polyrhythm— common in note to note counterpoint—at the phrase level.
Piece. Refers to the work in entirety from the commencement until the conclusion.
Polyphony. According to The Oxford Dictionary of Music, is present when “many sounds. Mus. 
[musical] ... are combined contrapuntally”, i.e. they are neither combined monophonically—  
single line— nor homophonically— one melodic line with accompaniment ("Polyphony").
Repetition with a different ending. According to Cogswell “repetition with a different ending 
creates two phrases that begin with the same motive but end differently” (14).
Sequences: rhythmic, pitch and contour. As defined by Cogswell: “rhythmic sequence—the 
repetition of a single rhythmic pattern or the resemblance between two similar rhythmic patterns; 
pitch sequence—the repetition of a pitch arrangement or the resemblance between two pitch 
arrangements; contour sequence— the resemblance in contour between two melodic lines” (13).
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Sub Phrase. Used to describe the melodic material that may be more substantial than a motive 
yet less substantial than necessary to constitute an entire phrase.
Voice. Used when discussing only the pitch assembly of one instrument’s line with the aim of 
avoiding discussion of timbre.
Transcription
The sections of “Prime Directive”, “Looking Up”, “Make Believe”, and “Jugglers 
Parade” in which counterpoint is a prominent feature have been transcribed from Prime Directive 
(See Appendices A, B, C, D, and E). There are two sections in “Jugglers Parade” that contain 
counterpoint. These are presented and analysed separately. The excerpts do not contain drum kit 
transcriptions as the drum parts are largely improvisatory and the analyses are of the melodic 
counterpoint and phrase structure only. Nor do the excerpts contain vibraphone or marimba 
transcriptions as these parts are either non melodic comping or arpeggiated lines that solely 
describe the passing harmony.
The transcriptions present information perceived upon listening to the recorded 
performance and they serve their purpose as a tool for analysis. As they are transcriptions from a 
recorded performance, rather than extracts from a published score, there are certain educated 
assumptions that need to be made when presenting the data as a score.
While the time signatures presented in the transcriptions may or may not be exactly as 
Holland scored for his ensemble, there is a strong case supported by Steve Coleman’s M-Base 
concept that a time signature notated in Western musical style is irrelevant in music written with 
the M-Base approach as, it can be argued, the four Holland pieces featured in this paper were. 
The rhythmic influence of the music does not originate in the music of Western cultures. For the
Harris 11
purposes of presenting the music in standard notation the choice of which time signatures to 
present is according to the following method: listening for the overriding pulse of each excerpt 
within the context of the entire piece, subsequently concluding the rhythmic value of the pulse 
based upon the performance practicality of reading subdivisions of that rhythmic value; the 
location of the beginning of an ostinato’s occurrence, considering each excerpt contains at least 
one form of ostinato, and calculation of the number of pulses contained therein (when more than 
one downbeat pulse was evident within an ostinato’s occurrence then the ostinato was deemed to 
take place over two or more bars); application of industry standard notation considering the 
genre of the rhythmic feels of the excerpts (for example the first four bars of “Looking Up” 
could be effectively noted with a time signature of 7/4 with the addition of the direction ‘swing’, 
however the bembe-like ride cymbal pattern played by the drums indicates an Afro-Cuban feel 
more commonly assigned a triple meter time signature subdivided to eighth notes).
Key signatures are not used because analysis of the pitches employed and the resultant 
chord progressions do not indicate functional harmony.
For the occasions in the excerpts when there is modulation or chromaticism, a choice 
between possible enharmonic spellings of accidentals is sometimes necessary. With melodic 
counterpoint being the focus of the paper, the voices are approached horizontally. A system of 
enharmonic spelling that prioritises the flow of the individual line over vertically matching the 
enharmonic spelling to the implied harmony is used.
Another problem associated with presenting the transcriptions as a score is due to the 
juxtaposition of Holland’s writing style against his own performance practice on the bass. He is 
very specific when writing the parts for the wind instruments as he is with the melodic writing
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for pitched percussion leaving no room for improvised embellishment or interpretation. 
Meanwhile he manipulates his own bass part subtly yet constantly. Holland does this principally 
by electing differing octaves for pitches and also by connecting leaps with diatonic or chromatic 
linear shapes. This means that when the transcribed sections recapitulate later in the recordings, 
the bass lines are slightly different. These differences do not significantly alter the results of 
interval analysis, however, as the counterpoint analysis covers all three melodic voices in the 
ensemble including the double bass voice, there may be slightly different outcomes should the 
analysis be applied to the recapitulated sections. In the interests of clarity and taking into 
consideration the limited importance of such differences, analysis has been focused to only the 
first occurrences of each excerpt within each piece (see Table 1).
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Table 1
Track Numbers and Commencement and Conclusion Times of Transcribed Excerpts
Piece Name Track Number Transcription start point Transcription end point
“Prime Directive” 1 ‘1”05 ‘1”11
“Looking Up” 2 ‘0”25 c0”49
“Make Believe” 3 ‘0”15 ‘TT4
“Jugglers Parade” A 6 ‘0”36 ‘0”43
“Jugglers Parade” B 6 ‘ 1”01 ‘ 1” 13
Interval Relationship Data
Interval data is necessary to analyse the structure of Holland’s counterpoint. A catalogue 
of the voice to voice interval structure of the excerpts provides this data. The three voices 
catalogued for analysis are the saxophone (soprano, alto or tenor), the trombone, and the double 
bass. The mallets (vibraphone or marimba) do not provide appropriate data for analysis. In three 
of the five excerpts it presents three to four note chord voicings played in a comping style. In the 
remaining two excerpts—both from “Jugglers Parade”—it presents material that describes the 
harmony in broken chord manner. This line is similar in pitch construction to an Alberti bass
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accompaniment, while rhythmically imitating an mbira (African thumb piano). While at first 
appearance the mallets are presenting a single melodic line that could be viewed as another voice 
in the polyphonic texture, closer inspection reveals it is a harmonic accompaniment rather than 
melody.
Therefore the catalogue represents the interval structure of the three voice to voice 
relationships present, namely saxophone to trombone, trombone to double bass, and saxophone 
to double bass.
Every articulation of an interval is presented, including when one of the voices in the relationship 
repeats a pitch against a held pitch of the other. Instances where one voice articulates a pitch 
while the other voice is at rest are presented as solo articulations. No mention of voice crossing is 
made.
All intervals are presented according to their absolute sizes; therefore the interval Cl to 
G1 is a perfect fifth, while Cl to G2 is a perfect twelfth. The abbreviated naming system uses the 
label tt to indicate a tritone with the prefix c or cc to indicate that the interval is compounded or 
double compounded respectively. The letter b indicates a flattened interval. Unisons are noted 
with the letter u (see Table 2). Solo articulations are indicated by the letter s.
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Table 2
Abbreviated Interval Names
1st octave 2nd octave 3 rd octave
8 15 22
7 14 21
b7 b 14 b21
6 13 20
b6 b 13 b20
5 12 19
tt ctt cctt
4 11 18
3 10 17
b3 blO b 17
2 9 16
b2 b9 b 16
u
The catalogue is presented as statistical data showing the number of occurrences of each 
interval type by voice to voice relationship for each excerpt (see Appendix F). Percentages are 
extrapolated from the data for use in analysis.
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To keep the catalogue within three octaves for clarity, the pitches of the double bass have 
been catalogued according to standard written pitch (one octave higher than heard).
4. Analysis
Density and Timbre
The unique sound of Dave Holland’s written counterpoint in the four selected works from 
the album Prime Directive—as well as in the majority of other Holland produced albums—is the 
combined effect of a number of factors some of which occur simultaneously and consistently 
across the pieces.
The first observation that can be made is with regard to Holland’s consistency of density 
and timbre. A common feature of the music of many post-bop jazz ensembles is dense harmonic 
texture manifested in thick and dissonant piano and guitar voicings in the comping. These are 
often punctuated by highly chromatic examples of bass line construction. This accompaniment 
style utilises and attempts to expand on the functional harmonic vocabulary and chromaticism 
epitomised by such Romantic period composers as Mahler and Wagner. This approach has its 
roots in the popular music of Hollywood and Broadway, from which jazz musicians have long 
borrowed form and structures of functional harmony for use as a vehicle for improvisation. Jazz 
is not a two dimensional art form however, and investigations of all types of non functional 
harmony have also been commonplace in the genre, especially post 1960, thanks largely to 
Ornette Coleman and his contemporaries.
Holland’s approach to composition and arrangement of these works from Prime 
Directive, while not abandoning the roots of jazz in any way—“Down Time”, the fifth Holland
composition on the album is a swinging blues trio in 4/4—certainly fits more into the
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contemporary approach of jazz composition, where pushing the boundaries of the genre with 
cross cultural influence and attempts at mirroring the techniques of modem classical composers 
is more the norm than respecting the established elements set by the jazz masters of the bebop 
era and before. This is an approach Holland gained as much from his early professional work in 
London with Kenny Wheeler, John Taylor and John Surman as it is from his studies of 
contemporary composers Bela Bartók and Igor Stravinsky.
It is therefore by no means a coincidence that Holland avoided the use o f a chordal 
instrument capable of the dense voicings available to the piano or the jarring sonic structure 
available to the guitar. Instead Holland opted for the mallet instruments vibraphone and 
marimba, both o f which are restricted by four note voicings—the number o f mallets the player 
can hold—as well as by their naturally narrow dynamic range and soft natural timbre. In 
continuing his timbral shaping of the ensemble Holland also selected performers who often— in 
the case of the woodwind and brass—employ a more delicate tone and— in the case of the 
drums— a lighter touch. This, combined with the intricate polyphonic writing, produced a jazz 
ensemble with a highly refined and gentle timbre overall that, while able to achieve dynamic 
highs, never becomes raucous or brash. JAZZIZ magazine noted in a review of the Dave Holland 
Quintet recording Not For Nothin’, that this sound is the result of Holland “opting to blend jazz 
instruments with chamber orchestra ideology” ("On Disc This Month: The Dave Holland 
Quintet" 22). Holland in another interview explained this choice as being more about creating a 
sense of space:
The tonal density of keyboard often is not what I'm looking for when I structure music. 
I'm trying to structure it with air. When I write a large chord with a big span, I want there 
to be space inside it so that it resonates in an open, transparent way. In the early days I 
didn't want to use a chordal instrument; I was writing for open form along the Ornette 
Coleman model of having a very distinctive melodic line, sometimes with accompanying 
harmonies, which would launch the piece into a certain sound. But as the '80s progressed,
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I started to write increasingly in a way that I needed that chordal presence. Guitar with 
Kevin Eubanks worked really well for me; the instrument has six strings, and you have to 
play it with a certain sparseness. Vibraphone is the same way; four mallets is the 
maximum you can expect to play with, so you're limited to four-note chords, (qtd. in 
Panken 33)
Holland’s choice of saxophone— predominantly the tenor—and trombone as the 
instruments to fulfill the front line duties in the ensemble is also indicative of Holland’s timbral 
concept for the quintet. The standard post-bop quintet—a common jazz vehicle— comprises the 
trumpet and tenor saxophone in this position. The choice to remove the brighter timbre of the 
trumpet from the highest pitch position and to assign the role to the softer toned tenor saxophone 
is a clear indication that Holland consciously designed a darker and gentler sonic structure.
Holland writes for the trombone in its upper register so that it remains largely within one 
octave of the saxophone. 83.5% of the intervals across the five excerpts (excluding solo 
articulations) sharing the same octave (see Table 3).
Table 3
Percentages of Intervals Less Than One Octave between the Saxophone and Trombone Voices 
by Excerpt and in Total
“Prime
Directive”
“Looking
Up”
“Make
Believe”
“Jugglers 
Parade” A
“Jugglers 
Parade” B
Total
% of
intervals < 1 100.0 93.3 94.9 63.2 40.0 83.5
octave
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The trombone voice remains below the saxophone on all but twelve occasions of the 224 
intervals found across the excerpts. Eight of these are unisons found across four of the five 
excerpts—not in “Jugglers Parade”, where the highest pitched saxophone, the soprano, is 
employed. Three of the remaining four occur as voice crossings to a major second with the tenor 
saxophone in “Looking Up” and the remaining one is a voice crossing to a perfect fourth with 
the alto saxophone playing the lowest note of its tessitura for the excerpt in “Make Believe”.
The double bass voice remains well below both the saxophone and trombone throughout. 
The closest interval between the double bass and trombone is a perfect fourth at heard pitch. 
However the vast majority of intervals in this relationship exceed one octave. Of the 237 
intervals between the trombone and double bass only 16—or 6.8%—of the intervals are less 
than one octave in size (see Table 4). This space between the bass and the winds is evidence that 
Holland is trying to “structure it [his music] with air” (Panken 33).
Table 4
Percentages of Intervals Less Than One Octave between the Trombone and Double Bass Voices 
by Excerpt and in Total
“Prime “Looking “Make “Jugglers “Jugglers Total
Directive” Up” Believe” Parade” A Parade” B
%of
intervals < 1 0.0 0.8 4.6 1.3 0.0 6.8
octave
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It is evident that, in addition to the clear choice by Holland to employ softer timbres in 
the quintet, there is also a consistency of timbre spread across the pitched instruments from top 
to bottom of: saxophone, trombone, vibraphone-marimba, and double bass. Also consistent is the 
tonal density as is evident in the distances of the voices relative to one another throughout the 
counterpoint.
Phrase Counterpoint
A feature of Holland’s compositions across the four excerpts is phrase counterpoint. Holland 
favours two types of phrase counterpoint. The first involves all voices presenting concurrent 
phrases of a similar length with one or more of the voices phrases having a number of sub 
phrases within. Each voice’s number of sub phrases differs from the others’. The accents that 
naturally occur as part of the sub phrases generate phrase to sub phrase polyrhythm. This type of 
counterpoint is used in the excerpts in which the voice’s lines are constructed with ostinati.
In the first excerpt—“Prime Directive”—for example, the tenor saxophone voice contains 
one ostinato period form phrase pair over the two bars. Each phrase in the pair is preceded by a 
three pitch anacrusis. The two phrases form a rhythmic and contour sequence. The antecedent- 
consequent relationship between the two phrases is clear; the first and higher phrase is 
interrogative, while the lower second phrase is responsive. The harmonic relationship of the two 
phrases in the pair is by transposition of the principal thematic material from the first to second 
phrases of a perfect fourth, with the anacruses not being direct transpositions (Ex. 1).
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Ex. 1. Phrase structure of "Prime Directive" Excerpt
A two tiered period form structure is present in the trombone voice. Here there are two 
phrases spanning the same two bars repeated. Each phrase contains two motives that act here as 
sub phrases due to their similarity to the saxophone voice’s phrases. Period form is present at 
both the phrase and sub phrase levels. As with the saxophone voice these four motives 
collectively constitute both a rhythmic and a contour sequence. The antecedent-consequent 
relationship between the first and second phrase is, as with the saxophone voice, that of descent 
by a perfect fourth. The period form relationship of the two sub phrases within each phrase is 
also manifested in a descent. However this descent is by step rather than perfect fourth.
The double bass voice contains a partially improvised modified ostinato that, like the 
saxophone voice and trombone voices, contains one period form phrase pair. Repetition with a 
different ending is a structural feature of the relationship between the phrases. It is the 
improvised component of each phrase that differentiates the structure of the double bass voice 
from that of the others. The written part of the second phrase is exact repetition of that from the
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first and it, like the other voices, is a descending transposition by a perfect fourth. The 
improvised material in each phrase contains two sub phrases. These sub phrases are in a period 
form relationship: both antecedent motives are generally ascending and; both consequent 
motives are pitched an octave lower and conclude with descending motion.
Even though each voice presents one phrase pair over the two bars the phrase structure 
can be seen to be in counterpoint: the saxophone voice presents only the two main phrases in the 
two bars while the trombone voice presents four sub phrases and the double bass six.
In terms of the inherent rhythmic counterpoint, the main accented points in all voices are 
the downbeat pulses. However, minor accents in the trombone and double bass voices do not line 
up vertically with the first pitch of each sub phrase having extra weight. This results in an accent 
ratio identical to that of the phrase structure counterpoint.
The two excerpts from “Jugglers Parade” are the others to contain this type of phrase 
counterpoint as they are also composed of ostinati. The first—“Jugglers Parade” A—has a 
different sub phrase ratio between the relevant voices than “Prime Directive” (Ex. 2). In this case 
the trombone voice has the leading melodic role and as such presents the single period form 
phrase pair devoid of sub phrases. The first phrase is largely ascending in contour over the wide 
range of a compound tritone while the second remains mostly in the narrow interval of a major 
second with the exception of one pitch dipping to a tritone below. The phrases are non sequential 
and do not contain any form of repetition from the first to the second.
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Ex. 2. Phrase structure of "Jugglers Parade" A excerpt
The saxophone voice similarly presents a period form phrase pair, however each phrase
contains two sub phrases. Another feature is the use of exact repetition. The second phrase is 
identical in every way to the first except for the shortening of the note that would otherwise be 
the penultimate and the absence of what would otherwise have been its final pitch. Thus the
relationship between the phrases is repetition with a different ending constituting the antecedent- 
consequent character.
While the two wind voices differ in their sub phrase structure, each of the two phrases 
commences in the same position of the bar and is of similar or equal length. The second phrase 
of both voices also concludes in the same position of the bar with an accented syncopated 
sixteenth note of the same pitch (compounded). This gives the two voices a sense of unity even 
though the pitch relationships and sub phrase structure are in counterpoint.
The double bass voice however is in phrase, sub phrase, and pitch relationship 
counterpoint with the other two. In addition, the bass anticipates the downbeat pulse of every 
antecedent phrase that further destabilises an already oddly grouped meter (10[4+6]/8, 8[4+4]/8).
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The double bass voice presents a period form phrase pair each of which, like the trombone voice, 
contains two sub phrases. The first sub phrase in each phrase, again like the trombone voice, is 
identical while the antecedent-consequent relationship is described by the second sub phrases, 
which are different. The first and longest two pitches of the antecedent phrase’s second sub 
phrase is exactly a major ninth above that of the consequent phrase. The remaining material 
present in the former occupies the two eighth notes not present in the consequent phrase and 
serves as its preparation.
The voices in “Jugglers Parade” B continue the type of phrase counterpoint as found in 
“Prime Directive” and “Jugglers Parade” A, albeit less strictly (Ex. 3). Period form is only found 
in the soprano saxophone voice, which presents the main melodic material. The trombone voice 
is relegated from being a melodic equal to presenting a more traditional accompaniment line.
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Ex. 3. Phrase structure of "Jugglers Parade" B excerpt
The double bass covers the more traditional role of the double bass voice of providing a 
fundamental to the harmonic and rhythmic structure of the piece. This role is embodied in a 
presentation of groupings of roots and fifths of the harmonic progression played using dotted and 
non dotted eighth notes to form the same odd grouping found in “Jugglers Parade” A. This 
phrase structure remains in phrase counterpoint with the other voices.
The period form structure of the saxophone voice is clear with two pairs of phrases in 
antecedent-consequent relationship. The antecedent phrases of each pair are long—just over one 
bar in length—while the consequent phrases are significantly shorter at around half a bar each. 
There is no sequential or repetitious arrangement between the phrases of each period form pair
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although the progression from the first to second phrase pairs forms a rhythmic and contour 
sequence.
The trombone voice presents a melodic line that revolves around the pitch Eb and uses 
the leap of either B (either flat or natural) - Eb repetitively (Ex. 4). Other than this repeating 
shape, there is no sequence or repetition in the line at either phrase or sub phrase level. Its 
phrases are of differing length and all are short being generally of three to four pitches each.
Ex. 4. "Jugglers Parade" B Trombone Voice
The phrase counterpoint is created here by the layering of each voice’s phrases of 
differing lengths upon each other. This excerpt also contains a feature—the brief rhythmic 
convergence of two or more voices from amidst the weaving phrases—of Holland’s other type of 
phrase counterpoint as found in the other excerpts.
In “Jugglers Parade” B this convergence is found twice between the wind voices—in bar 
1 beats7-8, and bar 3 beat 7 to bar 4 beat 1—and twice between the saxophone, trombone and 
double bass voices—in bars 2 and 4 in beats 6-8 (see Appendix E).
The “Looking Up” excerpt begins with almost first species note to note counterpoint with 
the few exceptions of embellishments in the tenor saxophone voice. However, from bar 5 to the 
end of the excerpt a similar situation to that found in “Jugglers Parade” B is present. The double
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bass voice presents an accompaniment line that resembles an improvised two feel bass line. The 
saxophone and trombone voices present largely independent melodies that share, at different 
points, some motivic elements. Various key points are punctuated by the rhythmic convergence 
of all or a combination of two of the voices (Ex. 5).
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Ex. 5. Rhythmic Convergence in "Looking Up"
The excerpt from “Make Believe” contains the strongest form of this type of phrase 
counterpoint. It is most evident in the first eight bars. Holland employs the device of a 
polyphonic antecedent—where each voice presents a phrase which is different in pitch, rhythm, 
and contour—followed by a homophonie consequent that aligns the voices in punctuation of the
cadence (Ex. 6).
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Ex. 6. Rhythmic Convergence in "Make Believe"
Interval Structure
The intervallic structure of Holland’s written counterpoint has a likeness to that found in 
Western classical tradition going back to the counterpoint of Palestrina. While not adhering 
strictly to the rules of species counterpoint as described by Fux in Gradus Ad Pamassum of 1795 
there is a general tendency to favour the perfect intervals, sixths and thirds over other 
dissonances. The use of diatonic scales and the general avoidance of chromaticism—with the 
exception of improvised passing notes in the bass lines—also adds to the conventional sound. 
Analysis of the interval structure between the saxophone, trombone and double bass voices 
shows that perfect intervals, thirds and sixths are the most frequently occurring intervals. The
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remaining dissonances—seconds, tritones, sevenths—are the next most likely interval, while 
solo articulations are the least frequent.
Across the five excerpts there are three sets of data representing the three voice to voice 
relationships between the voices (saxophone-trombone, trombone-bass and saxophone-bass). 13 
of the 15 data sets show that perfect intervals, thirds and sixths, or both, have the highest 
incidence rates (see Table 5).
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Table 5
Relative Incidences of Perfect Intervals, Thirds and Sixths, Dissonances and Solo Pitches by 
Percent
Prime Directive Looking Up Make Believe Juggler’s Parade Juggler’s Parade
A B
ten trb ten ten trb ten alt trb alt sop trb sop sop trb sop
trb bass bass trb bass bass trb bass bass trb bass bass trb bass bass
p 22.2 45.8 (L0 39.4 32.8 28.6 26.1 32.4 41.5 30.4 15.4 32.0 33.3 21.4 23.5
3/6 44.4 (L0 53.8 29.6 31.3 35.1 37.8 32.4 18.5 26.1 15.4 36.0 38.1 23.8 31.4
d (LO 37.5 42.3 15.5 26.9 29.9 24.3 28.8 30.0 26.1 42.3 12.0 11.9 33.3 25.5
s 33.3 16.7 3.8 15.5 9d) 6J> 11.7 63 10.0 17.4 26.9 20.0 16.7 21.4 19.6
a Perfect intervals are indicated by p, thirds and sixths are indicated by 3/6, dissonances 
are indicated by d, and solo pitches are indicated by s.
b The interval type with the highest percentage per voice to voice relationship is indicated 
by bold type. That with the lowest is indicated by underlined type.
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On taking the saxophone and trombone voices from the “Prime Directive” excerpt as an 
example and checking them against strict species counterpoint guidelines as described by Owen 
in Modal and Tonal Counterpoint: From Josquin to Stravinsky, it is evident that the excerpt is 
essentially a combination of first and third species two part counterpoint (36-45). The excerpt 
adheres to the vast majority of species counterpoint guidelines: while the interval between the 
voices at the commencement of the excerpt is not unison or octave, the final interval of the 
excerpt is an octave; each incidence where both voices articulate a new pitch results in a 
consonance; all of the motion is either stepwise or in leaps of a third, fourth, fifth, rising minor 
sixth or octave; while leaps are not preceded by stepwise motion in the opposite direction to the 
leap, they are followed as such; consecutive leaps in one direction are not used; where the 
counterpoint is note to note contrary motion is mostly used; There are no incidences of absolute 
parallel motion of perfect intervals; where third species counterpoint is present the first interval 
is always consonant; while the use of a dissonance—a second—in bar 4 of the excerpt is not left 
by step, the three pitch figure played by the saxophone voice resembles a nota cambiata albeit 
inverted and missing its fourth note (Ex. 7); while contrary motion is not used mostly when 
moving to a new pitch after four note to one note counterpoint, it is not completely in 
contradiction to the guidelines as the pitches played by the saxophone voice in bars 4 and 8 are 
acting as anacruses to the following non-functionally modulated bars—i.e. there is no functional
cadence.
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Ex. 7. "Prime Directive" Species Counterpoint Analysis
Tessitura
Across the five excerpts a narrow tessitura is used for each instrument (Ex. 8). This 
results in each of the excerpts sounding consistent in range. The double bass has the widest 
tessitura. The reason for this can be explained by the fact that, although all three voices share 
melodic duties, the absence of a dedicated chordal instrument puts the responsibility for 
harmonic description predominantly into the hands of the double bass voice. It is common 
practice by arrangers for, and players of the double bass to voice the arpeggiation of a chord by 
using the root followed by fifth, octave and finally the tenth. The largest tessitura employed by 
the double bass across the excerpts is two octaves ranging from FI to F3 (in heard rather than 
written pitch) in the excerpt from “Make Believe”. This is due to the construction of the bass 
line, which covers the root, fifth and octave of each chord that passes—a bass line construction 
that has both solidity and space. In the other excerpts the double bass tessitura is narrower. The 
double bass line in “Prime Directive” ranges a minor thirteenth from El to C3. It is constructed
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primarily of the root, fifth, seventh and octave of the chords. The double bass tessitura in 
“Looking Up” covers F#1 to B3—a perfect eleventh—and the line’s construction is mostly of 
roots and fifths. The most melodic of the double bass’s lines is found in the first excerpt from 
“Jugglers Parade”. Subsequently the tessitura is narrower here—a major tenth from Db2 to F3. 
This line contains much more use of stepwise motion and smaller leaps. The second excerpt from 
“Jugglers Parade” has a double bass line that, while being slightly more embellished, is more 
similar in construction to that of “Looking Up” and its tessitura is similarly a perfect eleventh. 
The range is FI to Bb3, one semitone higher than that of “Looking Up”.
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Ex. 8. Saxophone, Trombone and Double Bass Voice Ranges by Excerpt
The tessitura of the trombone reflects the increased importance of melody in its voice in 
this ensemble. It covers an incredibly narrow one octave in four of the five excerpts. In the fifth 
excerpt, the first of the “Jugglers Parade” excerpts, the tessitura is extended to a compound 
tritone from F3 to B5 and rises from the lowest to highest notes of the range in one short, fast 
and explosive phrase. In all of the excerpts this narrow tessitura is in the upper octave of the 
trombone’s practical range, which enables it to mix company with the various saxophones in 
sharing the melodic material necessary for counterpoint. The use of higher pitches on the 
trombone in the “Jugglers Parade” excerpt keeps the relative distance between the voices of the
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wind instruments consistent as this piece is scored for soprano saxophone rather than the lower 
alto or tenor saxophones. For both “Prime Directive” and “Looking Up”, the tessitura of the 
trombone is one octave from G3 to G4 and in “Make Believe” it is Ab3 to Ab4. The narrowest 
tessitura for the trombone is a major sixth from A4 to F#4 and this is due to the role of the 
trombone shifting slightly more towards an accompanist to the very active soprano saxophone 
voice. This is evidenced by the generally larger space between the saxophone and trombone and 
the construction of the trombone line, which is more static and reminiscent of a guide tone line 
that revolves around the pitch Eb4. Thus it is clear that amongst the active and intricate 
polyphony of Holland in “Jugglers Parade”, the trombone presents the stronger melodic material 
in the first excerpt, while the soprano saxophone melody stands out in the second.
Across the excerpts the saxophone’s tessituras vary from a very narrow major sixth to a 
reasonably ranging major tenth. The narrowest tessitura is found in “Prime Directive” with 
pitches from D4 to B5 on the tenor saxophone. The tessitura of “Looking Up”, also scored for 
tenor saxophone, is a much larger major tenth from Db4 to F5. However the range exceeds the 
octave D4 to D5 on only three occasions, two of which are for one note only and the third leaps 
to the F5 and chromatically descends rapidly back to the D5. Therefore the vast majority of this 
longer excerpt’s tessitura is the octave D4 to D5. Similar can be said of the alto saxophone 
tessitura in the “Make Believe” excerpt. While the overall range is again a major tenth from B4 
to D#5, for the majority of the excerpt the range does not exceed C4 to Db5. The soprano 
saxophone tessitura for the “Jugglers Parade” excerpts is in the upper area of the instrument’s 
practical range, a flat seventh from Bb5 to Ab5 in the first and a major ninth from Ab4 to Bb6 in 
the second. It is the fact that the trombone voice is scored so high for the instrument that keeps it
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in a similar register to the soprano saxophone with unison occurring at one point (bar 1, beat 6, 
second sixteenth note).
Rhythmic Elements
Rhythmic interest is a vitally important element of Holland’s compositions. He has 
collaborated with many musicians, not exclusively in the jazz genre, for whom advanced 
rhythmical concepts are also important. Holland performed and recorded with Miles Davis on 
Bitches Brew and In A Silent Wav, Steve Coleman and other M-Base collective musicians, and 
on various recordings on the ECM label spanning his career including Thimar. recorded in the 
year preceding Prime Directive, with Tunisian composer and oud player Anouar Brahem and 
fellow British reeds player John Surman. Every musical experience shaped Holland’s vocabulary 
and context for rhythmic expression. For example Holland’s interest in Arabic culture, one he 
shared with Bela Bartók, saw him name his 1972 album Conference of the Birds after Farid al- 
Din Attar’s epic Persian poem of the same name. He went on to compose several pieces with 
Arabic influence including “Shifting Sands” from the quintet album Not For Nothin’ , “Bedouin 
Trail” from Points of View (originally written for but not ultimately released on Thimar), and 
“Make Believe” from Prime Directive.
Holland’s various rhythmic interests form part of his contrapuntal style and are 
manifested in his compositions by the frequent use of ostinato, polyrhythm, anticipation, odd 
meter and unusual subdivision groupings. Often this is the result of the direct or indirect 
borrowing of rhythmic vocabularies from the music of other cultures.
Odd meter is a feature in many of Holland’s compositions from across his career and it is 
present in all of the transcribed excerpts from Prime Directive. The track “Prime Directive” is
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presented in 6/4, a time signature that, while not rare, is not commonly used in standard jazz 
settings. The rhythmical feel is akin to that of sixteenth note funk, a feel almost exclusively 
presented in common time. “Make Believe” is presented in 5/4, a time signature made popular 
in jazz by Dave Brubeck’s “Take Five” from the 1959 album Time Out. This use of 5/4 in a jazz 
context is generally coupled with swung eighth notes however and the eighth notes of “Make 
Believe” are straight. The “Looking Up” excerpt contains two time signatures in the melody 
chorus: 21/8 and the more traditional 12/8. During each of the improvised event sections of 
“Looking Up” both time signatures are also used and in addition to this feel changes to swing, 
swing with double time feel and jazz samba with double time feel occur that suggest the duple 
meters of 7/4 and 4/4 rather than their triple meter counterparts. Both “Jugglers Parade” excerpts 
are viewed most easily in a complex meter of 10/8+8/8. The piece could also be considered to be 
in 9/4 with a primary subdivision of 5+4 quarter notes and a secondary subdivision to 2+3+2+2 
quarter notes.
Such unusual subdivision groupings are not only present in “Jugglers Parade”, but also in 
“Make Believe”. The subdivision here is one that Holland learned from Anouar Brahem during 
the Thimar recording process ("Background Information" para. 4). It takes place over two bars 
with the first subdivided into 3+2 quarter notes and the second being the mirror image: 2+3 
quarter notes. “Looking Up” also contains unusual subdivisions by virtue of the fact that the time 
signature changes during the chorus. During the 21/8 chorus section the subdivision is 2+2+3 
dotted quarter notes changing to 2+2 dotted quarter notes, resembling a swing two feel in the 
double bass voice but retaining the Afro-Cuban feel in the drums, in the 12/8 section.
Holland asserts that “jazz evolved from the African-American cultural reference point, 
which has its roots in a very strong polyrhythmic setting" (qtd. inGraybow 42). Holland pays
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reference to these roots of swing at the commencement of the piece “Looking Up” with the Afro- 
Cuban inspired bembe drum pattern— on the side of the snare drum— modified to fit the 21/8 
setting (Ex. 9). The subdivision o f this pattern is 3+4 dotted quarter notes, which is in 
counterpoint with the 4+3 dotted quarter note subdivision of the wind instruments and double
bass.
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Ex. 9. 21/8 Afro-Cuban Bembe Pattern from "Looking Up"
This is then reverted to a more traditional bembe pattern for the 12/8 chorus section (Ex. 10).
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Ex. 10. 12/8 Afro-Cuban Bembe Pattern from "Looking Up"
Holland’s exploration into Afro-Cuban and Brazilian elements extends to the use of 
anticipation particularly in the bass voice of the counterpoint sections. This enhances the multi 
layered rhythmic feel o f the counterpoint and further destabilises the already odd meters. Each 
downbeat pulse of the repetitions o f the “ Jugglers Parade” A excerpt for example is anticipated 
by an eighth note tied to a dotted eighth note in the downbeat pulse position. Preceding this are 
two independent dotted eighth notes (Ex. 11).
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Ex. 11. Sample of Double Bass Voice from "Jugglers Parade" A Resembling Tumbao Pattern
The entire figure is reminiscent of the tumbao bass figure in Afro-Cuban music and salsa 
music (Ex. 12).
Ex. 12. Sample Tumbao Bass Pattern
A similar anticipation is presented by the double bass voice in the improvised motives in 
the excerpt from “Prime Directive”. Each bar of the double bass voice line—in 6/4—can be 
subdivided into 2+2+2 quarter notes (Ex. 13). It is at the second and third subdivision pulses in 
each bar that the anticipation is present rather than at the downbeat pulse. It is possible to view 
the excerpt as six bars of cut common time; common to Afro-Cuban and Brazilian feels. Viewed 
in this light these anticipations would be of the downbeat pulses of the second, third, fifth and 
sixth bars. As phrase counterpoint of this excerpt is based upon the 1:2:3 ratio of phrases 
between the tenor saxophone, trombone and double bass voices respectively, the anticipation of 
each two quarter note subdivision is of heightened significance.
Ex. 13. Subdivisions of Double Bass Voice on "Prime Directive" Excerpt
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The “Jugglers Parade” B excerpt contains two such double bass voice anticipations of 
downbeat pulses. One of an eighth note precedes the first bar in the first pass only—i.e. not on 
repeat (Ex. 14). At this point there is a contrapuntal entry of the voices: the double bass voice on 
the eighth note preceding the downbeat pulse, the marimba voice on the downbeat pulse, and the 
trombone and soprano saxophone voices on the final sixteenth note of the first beat. The other 
precedes the third bar by a sixteenth note and again the commencement of the following phrases 
by the voices is contrapuntal.
Ex. 14. Double Bass Voice Downbeat Pulse Anticipations from "Jugglers Parade" B Excerpt
Holland continues to draw on the Afro-Cuban influence with his double bass voice line in 
this excerpt constructing it at each subdivision point with a dotted eighth note followed in five of 
the eight instances by another dotted eighth note (Ex. 15). The final subdivision point, in the 
second half of the fourth bar, does not follow this pattern as all voices play a figure in rhythmic 
convergence to conclude the four bar chorus section.
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Ex. 15. Double Bass Voice Afro-Cuban Influence from "Jugglers Parade" B Excerpt
5. Conclusion
Dave Holland has employed polyphony and continues to do so as one of the defining 
features of his compositional style. The different examples of this polyphony, quite traditional 
melodic counterpoint, feature common elements that give it a consistent and identifiable sound. 
Counterpoint is often mixed with other of Holland’s compositional features, for example his 
prominent use of non traditional rhythmic elements. In this his compositional approach is 
holistic.
His use of polyphony can be traced to both his formal education in the United Kingdom 
and also to his early professional experiences there and in the United States of America.
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Throughout his career as a bandleader Holland has favoured harmonic space and the prevalence 
of melody. He also prefers a timbral quality tending to the refined. He has, prior to the 2008 
release of Pass It On, avoided the dense harmonic texture of the piano and, when writing for 
other chordal instruments such as the guitar, vibraphone or marimba requires lightness and 
openness in the voicings.
At the phrase level Holland approaches counterpoint in two ways: where each melodic 
voice presents phrases of different lengths (or of the same length but with a different number of 
sub phrases contained therein) resulting in an unequal voice to voice phrase ratio and; where the 
melodic voices oscillate between periods of rhythmic and motivic independence, and 
concurrence.
At the note to note level Holland’s melodic and counterpoint style is conservative. His 
melodic construction is largely diatonic, with a general avoidance of chromaticism. The 
intervallic relationships between voices in counterpoint are traditional with a focus on thirds, 
sixths, and perfect intervals. The progression of the counterpoint is also traditional with structure 
mostly adhering to species counterpoint guidelines dating back to Palestrina.
A strong factor in the consistency of the sound of the writing is the narrowness of the 
tessitura of the wind instruments in particular. The soprano, alto and tenor saxophones and 
trombone are all instruments with practical ranges well over two octaves, particularly when 
played by elite musicians, yet Holland largely restricts them to within one octave.
It is not possible to separate rhythmic interest and its derived influences out of the 
counterpoint discussion. The rhythmic devices that Holland utilises, such as polyrhythm, odd
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meter, unusual subdivision groupings, and anticipation are not solely of interest due to their cross 
cultural origins. They also play a key role in the rhythmic counterpoint between the voices.
Dave Holland’s use of polyphony as a compositional device is considered and crafted to 
suit his aesthetic ideals. These ideals award his compositions and subsequently his recordings 
with a unique sound.
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Appendix A: Tenor Saxophone, Trombone and Double Bass Voices on "Prime Directive" from
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Appendix B: Tenor Saxophone, Trombone and Double Bass Voices on "Looking Up" from '0"25
to '0"49
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Appendix C: Alto Saxophone, Trombone and Double Bass Voices on "Make Believe" from
'0"15 to TT4
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Appendix D: Soprano Saxophone, Trombone and Double Bass Voices on "Jugglers Parade" A
from '0"36 to '0"43
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Appendix E: Soprano Saxophone, Trombone and Double Bass Voices on "Jugglers Parade" B
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Appendix F: Interval Structure Catalogue of "Prime Directive"
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Appendix G: Interval Structure Catalogue of "Looking Up"
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Appendix H: Interval Structure Catalogue o f "Make Believe’
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Appendix I: Interval Structure Catalogue of "Jugglers Parade" A
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Appendix J: Interval Structure Catalogue of "Jugglers Parade" B
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